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NOTES AND DOCUMENTS
accompanied the expedition',6 but no illustrations exist now, if they ever did. At this distance, it is impossible to say whether Burgkmair's composition originated with such drawings, with the published accounts, or in the iconographic conventions he later transformed with his Triumphs of Maximilian (1526). However, its heritage, if not its ancestry, is identifiable. An edition in 1509 of Springer's narrative, Die Merfart und Erfarung Niiwer Schiffung, contained a rough reversed copy of Burgkmair's King of Cochin by Wolf Traut which in some copies, at least, made explicit its triumphal associations by its title, 'Triumphus Regis Gosci Sive Gutscmin' (P1. 46b). In the same year Georg Glockendon of Nuremberg made a copy, reprinted in 1511, and versions appeared in Antwerp and Italy. This multiple progeny, as well as the deterioration of the blocks from which the few surviving copies of Burgkmair's original were made, testifies to the potency of the sequence, which Burgkmair himself was to draw upon for details in the Triumphs of Maximilian.7
The Burgkmair engraving shows the King borne forth upon a litter, heralded by musicians, and surrounded by armed retainers. In 1575, a similar composition appeared in another German source, the second volume of Georg Braun and Franz Hogenberg's encyclopaedic topography, the Civitates Orbis Terrarum. This six-volume series of city views appeared between 1572 and 1618 in Augsburg as a companion to Abraham Ortelius's Theatrum Orbis Terrarum. The second volume includes views of cities in the New World, and the panorama of Cusco, Regni Peru In Novo Orbe Caput ('Cuzco, the Capital of the Kingdom of Peru in the New World') pictures Atahualpa, the pre-Conquest King, being carried in a covered chair by four retainers, accompanied before and behind by spearmen; his stately procession can also be seen heading through the streets of the city to the royal palace (P1. 45a). (1526) George Vertue, the eighteenth-century antiquarian, was the first to identify Le Moyne, the illustrator of the Brevis Narratio, with Hakluyt's 'James Morgues';25 it is also with him that the critical history of the Procession Portrait begins.26 He made no connection between Le Moyne and the portrait, though it is notable that in sketching the picture, he added an extra spar to the canopy which is carried over Elizabeth, thus turning it into a litter. When he later made an engraving of the portrait, the spar was gone, though Elizabeth's hand had appeared from inside her bodice, and the scene had become identified as The The relations between the Procession Portrait and the series beginning with Burgkmair's woodcut should now be clear. Four bearers lift a regal figure above a crowd, preceded by a group of men and followed by weapon-bearers and women. The portrait most closely resembles de Bry's Floridan bride, not least in feminising the triumphal. If the two compositions are compared, it seems that the trumpeters have become Garter Knights; the litter, a floral canopy; and the bodyguards with spears and bows, Gentlemen Pensioners carrying halberds.36 Six men are clustered around each queen, who is presented to the spectator with a three-quarter turn, while behind her is a group of women, two of whom appear to be in conversation, one full-face, the other halfface (such a pair at the rear is common to all of the images in the sequence). The composition even seems to imitate such
